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HISCHYLOS. 

[PLATES VIII.-XII.] 

SINCE the publication of Hartwig's epoch-making book there has been 
something of a lull in the study of Greek vase-painting of the best periods; 
at all events few further attempts have been made to deal with individual 
artists or schools, and their relation to the history of the subject in general. 
The time has perhaps come for a revival of our interest; and though it is not 
claimed for the present paper that it has such ambitious aims, it may yet 
serve to direct attention to a class of vases not treated by Hartwig, in fact 
hitherto largely neglected. In dealing with the work of the artist Hischylos, 
I cannot claim to rehabilitate him, as Hartwig has done with Phintias, 
Onesimos, and other artists, chiefly owing to the fact that, whatever the 
interest of the vases signed with his name, we have no certain ground for 
crediting him with the decoration of any single specimen. There is indeed 
no definite evidence that he was a vase-painter at all, and he cannot therefore 
aspire to be an Euphronios, a Douris, or even an Epiktetos. He invariably 
signs Edroi'7)ev, which on the older theory was usually held to imply that the 
same man both made and painted the vase, where no other name with 'ypa'tev 
accompanies it. But according to the now generally accepted view that 

e7roir)oev denotes the owner of the pottery or master of a school of artists, we 
can no longer admit the comprehensive sense of the word; the master stated 
the fact that the vase was made under his supervision, and permitted his 
subordinates to advertise their names as painters where their work merited 
such distinction.1 It will be seen that this has some bearing on the 
question of Hischylos' work in particular. 

But at all events we may with Klein 2 regard him as having 
developed the form of the kylix. The fact that six out of his eleven 
vases bear the name of other painters shows that he was pre-eminently a 
potter, and only in the second degree a painter. The cups of this time 
exhibit the first appearance of tectonic unity; in the earlier B.-F. kylix 
the bowl is distinct from the stem as if it rested on a stand, but now the two 
are structurally one, and as Klein observes, the profile of the cup begins to 
recall the Doric capital. 

1 On this question generally see Pottier, Cat. 
des Vases du Louvre, iii. pp. 699 ff. 

2 Euphronios, p. 42. 
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104 H. B. WALTERS 

The vases associated with the name of Hischylos are also of considerable 
interest in connexion with the development of Athenian cup-painting, 
inasmuch as they are essentially transitional in character. Like Andokides 
and Nikosthenes, Hischylos stands on the threshold of the new red-figure 
style, and not only produced both black-figured and red-figured vases, but 
also others in which the two styles are combined. But it cannot be said that 
they afford any assistance towards the solution of the old problem of the 
origin of the red-figure style. It is indeed probable that a satisfactory 
solution will never be arrived at; the change in the technique was so 
absolute and complete that any transition is, strictly speaking, impossible. 
We must seek rather for a reason for the change than for an explanation of 
the process involved. Meanwhile it may be noted that the transitional vases 
are of two kinds, one variety represented by the work of Andokides, the other 
by the kylikes of the Epictetan cycle. In the former's 'bilingual' vases the 
principle obtains that the same subject is repeated in both methods, but the 
colours are exactly reversed, as in the amphora from the Forman collection,3 
now at Boston, and the Palermo cup 4 with its 'counterchanged' exterior 
(to use a heraldic expression). In the latter the subjects are different, and 
the interior design is usually black-figured, the exterior red-figured; in a 
few instances the contrary is the case. 

Whether, therefore, we look to Andokides or to the school of Epiktetos 
as the innovator, the change appears to be due simply to artistic causes at 
work at this time in Greek art, which found their reflection in the vases. 
There had been going on throughout the course of early art a tendency (to 
which B.-F. vase-painting is an exception) in favour of representing figures in 
light tone against a dark background. It may be observed in the stele of 
Lyseas,5 and in the Clazomenae sarcophagi,6 and in sculpture the growing 
preference for high relief may be regarded as a parallel development. Even 
in the B.-F. vases the tendency is suggested by the attempts at lightening the 
figures by polychromy, and still more by the practice of covering as much as 
possible of the surface of the vase with the black varnish, leaving only a small 
panel for the B.-F. design. This was in effect a preparation for the next 
step, to bring the black varnish close up to the design as a background for 
figures in light tone. Something of the same kind had already been 
attempted in shield-devices, while the variety of treatment of the Gorgoneion 
in late B.-F. vases illustrates the experimenting for colour effects which is 
characteristic of the time.7 Further, the use of accessory colours was tending 
to fall into disfavour, and the simple contrast of black and red was becoming 
more marked. It would not therefore require a great exertion of the imagina- tion to try the effect of leaving the figures red, in place of the very small amount 

3 C. Smith, Cat. of Forman Coll. No. 305. 
4 Jahrb. 1889, P•. 10. S 

See Ath. Mitth. iv. p. 41, where this 
stele is suggested as having given birth to the 
idea of R.F. vase-painting. 6 See Zahn in op. cit. 1898, p. 75, 1908, 

p. 178. His views as to the influence of 
Clazomenae on the new style seem to require 
some modification. 

7 See generally Amer. Jozrn. of Arch. 1902, 
pp. 327 ff. ; Berl. Phil. TVoch. 1894, p. 112 ; 
Walters, Ancient Pottery, i. p. 401. 
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HISCHYLOS 105 

of background which remained, and allowing the latter to become absorbed in 
the larger background of the original black varnish. This may also explain 
why the painters of the earlier R.-F. amphorae and hydriae still 'thought' as 
has been said, 'in the black-figure style,' and preserved the old system of 
panels with borders of B.-F. ornament, although the figures within them were 
now no longer black, but red. 

If we turn to the earlier R.-F. kylikes we shall see that the circum- 
stances are similar. The later B.-F. cups had for some time limited the 
exterior decoration to one or two figures each side, filling in the space with a 

pair of large eyes, the pupil black, with a purple ring for the iris, the cornea 

being usually white. When the ground became black,'it was a simple matter 
to omit the white and purple and the black varnish over which they were 
laid, and to leave the ground of this part red (cf. Plate VIII.). The interiors, 
as already noted, retained the old process in the majority of cases, which is 

perhaps the more remarkable as interior designs had never been popular with 
the painters of B.-F. kylikes, and in many of the later examples they are 

wanting, or nothing more elaborate than a Gorgon's head is attempted 
(cf. Table I.).8 

We are then left with the result that the earliest R.-F. kylikes preserve 
in their exterior decoration the exact scheme of the later B.-F. vases of this 
form, while the interior subject, which once more springs into favour, 
preserves the older method. The reason for this is not at first sight obvious, 
but on the other hand the revival of the interior subject is probably due to 
the change in the form of the cup, which had become flatter and shallower, 
leaving a level surface in the centre with obvious opportunities for 
decoration. 

A list of the cups of the transitional period or 'Epiktetan cycle' was 
drawn up some twenty years ago by Klein, and probably requires little 
amendment at the present time. It is reproduced with a few additions and 
corrections (Klein's numeration being followed. so far it goes) in Tables I.-III. 
He divides them into three classes: B.-F., 'mixed,' and R.-F. Among the 
twelve B.-F. cups he reckons six signed by Nikosthenes, four signed by 
Pamphaios, one signed by Hischylos, and one signed by Hischylos as potter 
with Sakonides as painter. To these twelve may be added four plates or 
'Teller' of similar style, and three cups (also in Klein's list) with white- 
ground designs on the exterior and a Gorgoneion in the interior, all evidently 
of late B.-F. work. The 'mixed' examples in Klein's list amount to twenty- 
two, which number I have increased to thirty-three by sundry additions; 
these include three cups signed by Hischylos with Epiktetos as painter, and 
two others with the former name alone. Others are signed by Pamphaios, 
Nikosthenes, Chelis, Psiax, and Andokides. Of the earlier R.-F. kylikes with 
the large eyes on the exterior, there are thirteen in Klein's list, to which 
three others have been added; one is signed by Hischylos and Pheidippos, 

s Klein's theory that this Gorgoneion by its method of painting suggested the R. -F. technique 
has of course long been rejected. 
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106 H. B. WALTERS 

one by Pamphaios and Epiktetos, and others by Pamphaios and Chelis. 
With these may be grouped four others without the large eyes but probably 
of the same early date, of which two certainly, and perhaps the other two 
also, came from the workshop of Hischylos. 

In all we have eleven vases with the signature of Hischylos and two 
others where the signature is imperfect, representing all three classes of 
technique. These are again grouped by themselves in Table IV. In the 
three classes he appears to have employed sucessively as painters Sakonides, 
Epiktetos, and Pheidippos; of the first and last of these we know nothing 
more. Epiktetos on the other hand was destined for a long and 
successful career, and evidently learned his craft in the workshop of 
Hischylos. I now propose to take these groups of vases successively, in 
order to show what light they throw on the school of this artist and his 
position as a representative of the 'transitional' period. 

TABLE I.-BLACK-FIGURED VASES. 

(a) KYLIKES. 

Int. Ext. 
1. - Nikosthenes (Klein 60) Gorgoneion 
2. - Pamphaios (Klein 3) do. 
3. Louvre F 121 Nikosthenes (Klein 62) do. Eyes : Herakles : Dionysos and 

Hermes 
4. Louvre Pamphaios (Klein 4) do. do. Dionysos and Ariadne 
5. Mus. Greg. ii. 66, 4 do. (Klein 5) do. do. Herakles and Kyknos: 

quadriga 
6. - Nikosthenes (Klein 63) do. do. Athena and Enkelados: 

Theseus and Minotaur 
7. Louvre F 122 do. (Klein 64) do. do. Aeneas and Anchises: 

Combat 
8. Cook Coll. do. (Klein 67) do. - Quadrigae 
9. Wiirzburg (Arch. do. (Klein 61) do. - Dionysos: quadriga Zeit. 1885, P1. 16) 

10. Bourguignon Coll. 
(Arch. Zeit. 1884, Pamphaios (Klein 6) Rider - Panthers 
P1. 16) 

11. Berlin 2100 Hischylos (Klein 2) Man with cup - - 

12. Cambridge 60 Hischylos } (Klein 3) - Eyes: Herakles and lion : stags Sakonidees 

(b) PLArTES. 

13. Berlin 2099 - Warrior 
14. Brit. Mus. B 589 - Dionysos 
15. do. B 590 - Warrior (trumpet) 
16. do. B 591 - Archer (trumpet) 

(c) WHITE-GROUND CUPS. 

17. Brit. Mus. B 679 Gorgoneion : ships Eyes : banquets 18. do. B 680 Gorgoneion do. Artemis, Apollo, Leto; 
Sirens 

19. Berlin 2060 - Gorgoneion do. Deities; Herakles 
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HISCHYLOS 107 

I.-Black-figured Vases. 

There is only one complete kylix with purely B.-F. designs bearing the 
name of Hischylos, and this is at Cambridge.9 It is the one signed by 
Sakonides as painter, and is a typical late B.-F. kylix with the large eyes and 
figures between on the exterior, but no interior design. The absence of the 
latter argues for a comparatively early date (artistically if not chronologically). 
I cannot trace a similarity to the work of Sakonides in any of the 'transi- 
tional' cups, and he must therefore be regarded as belonging to a time 
before the innovation was thought of. But we may with more profit turn to 
the other B.-F. cup signed by Hischylos, the kylix in Berlin (Cat. 2100), 
which was published some years ago by Frdinkel,1o and of which, thanks to 
the kindness of Dr. Zahn, I am here enabled to offer an improved and revised 
reproduction (Plate IX.). 

The interior design of this cup was originally published by Friinkel in a 
restored and consequently somewhat misleading form. The new photograph 
shews clearly the parts which are missing, and it is more necessary to call 
attention to these, as Frankel's account of them in his accompanying text is 
inaccurate and deficient. They include the greater part of the right arm, the 
right leg and all of the left as far as the top of the boot, portions of the 
chlamys and the left hand with part of the cup it holds. The chief interest of 
the figure lies in the curious head-dress, which is essentially feminine,"1 and 
its form seems to indicate a knot of hair at the back of the head under the 
coif. The drawing is slightly careless, but the general treatment of the 
figure is good and betrays more freedom than is usually associated with B.-F. 
drawing. It is in fact easier, as noted subsequently, to find parallels in R.-F. 
vases than in the earlier style. Of the signature there remain only the 
letters >+'V t)EPOIE, but this is quite sufficient evidence for the restoration 

'I]o-xc[Xo]q ErroIE[o-Ev, which Frankel propounded. 
The Berlin Museum contains another vase (No. 2099), which is a 

genuine plate or 'Teller,' and with this may be associated at least three 
others of similar form and style. They evidently belong to the end of the 
B.-F. period, and as their designs suggest a comparison with the interiors of 
the Hischylos school I have thought them worth publishing here, with the 
suggestion that they are closely allied to, if not the actual work of that school. 
The other three examples are in the British Museum (Cat. B 589-591). 
By the kindness of Dr. Zahn I am enabled to give a reproduction of the 
Berlin plate, hitherto unpublished; of the three London examples B 591 has 

9Gardner, Cat. of Fitzwtiliiamr MIuseunt 
Vases, No. 60. 

1o Jahrb. i. (1886), P1. 12. In the Catalogue 
(1885) it is described as a 'Teller' ; but Dr. 
Zahn tells me it is certainly a kylix restored 
in that form, the interior design with the 
stem and foot alone being preserved. 

1' M. Pottier does not accept the view that 

this is an imitation of feminine headgear. He, 
says it is 'given to men of a certain age and 
analogous to our night-cap.' But the subject 
of the Berlin vase has hardly reached the 
'certain age' which he would suggest. See 
CUt. des Vases du Louvre, iii. p. 885, h propos 
of the vase G 4 bis, described below (p. 117), 
and Dar.-Sagl. Dict. ~.v. Kehryphalos. 
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108 H. B. WALTERS 

already been published,'12 and B 589-590 are here given (Plate XI.). It 
is possible that similar examples are to be found in other collections, but 
so far I have not been able to trace any. The four under discussion all 
have single figures in B.-F. technique, the red ground being extended to cover 
the rim of the plate as well as the interior space, and the drawing in each 
case is of sufficient merit to admit of the supposition that they are the work 
of well-known artists. 

The subject of the Berlin plate (Plate X.) is that of a warrior who, to 
quote Furtwaengler's description, is represented 'making long strides to the 
left, the right heel drawn up backwards, brandishing his lance for a throw. 

Purple greaves, short chiton with many folds and small white stars, as also 
on the shoulder where visible under the cuirass; sword, Boeotian shield with 
incised scales and in the centre an incised mask of Medusa without beard or 
serpents; bearded; Attic helmet with low crest, the cheek-piece in the form 
of a lion's head; all details incised. Drawing of great excellence, restraint 
and carefulness, yet life-like.' It is in truth as good a specimen of B.-F. 
drawing and painting as exists, worthy to compare with the best work of 
Exekias or Andokides. Yet the archaic type of eye, the tapering limbs, and 
the minute treatment of the armour and drapery are all purely B.-F. 
characteristics, and there is little of the freedom of the Epiktetan cycle. 
The artist has inherited the traditions of the 'miniature' painters of the 
middle of the sixth century and is unaffected by the coming revolution. 
Therefore the plate must, like the Sakonides cup, be dissociated from the 
transitional group and probably also from the school of Hischylos. It might 
be permissible to hazard the suggestion that it was painted by Sakonides; 
but we cannot judge sufficiently of that artist's style by the one remaining 
specimen of his work. It must also be remembered that the painters of the 
B.-F. period were always more or less conventional; they show few traces of 
individuality, and the fact that so few sign their vases with e'ypa4ev helps 
to increase the difficulty of differentiating and classifying their work. 

Of the three British Museum plates B 591 represents an archer, in the 
usual Oriental dress of leather elaborately ornamented, blowing a trumpet 
through a mouthpiece (0op/3ela) formed by a piece of leather placed over the 
mouth." The subject of B 590 (Plate XI.) is somewhat similar, but the style 
is less elaborate. Here the figure is in ordinary soldier's equipment, with 
helmet, cuirass, and greaves. These two designs will be seen to be quite in 
keeping with the typical kylix-interiors of the transitional stage (see below, 
pp. 111 f.), and the variations of the warrior motive are numerous. But the 
other plate (B 589, Plate XI.) has a mythological subject in the form of 
Dionysos, seated on a folding-stool with kantharos in hand. The composition 
is more typical of B.-F. than of R.-F. vases,14 where Dionysos, if represented 
as a single figure, is usually depicted in some more active movement. 

12 Micali, Storia, P1. 100, Fig. 4. 
13 See Smith's Dict. of Antiqs., s.v. Capis- 

trum. 

1 Cf. B. M. B. 693 and see Walters' Ancient 
Pottery, ii. p. 55. 
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HISCHYLOS 109 

From the careful though not mannered drawing, the general restraint 
and sobriety of the compositions, and the sparing use of accessory colours, 
it would be reasonable to suppose that these three plates belong to the 
later stages of B.-F. vase-painting, when the genre movement was spreading 
and the tendency to reduce the number of figures in a scene was becoming 
rapidly more marked. There is not sufficient evidence for assigning any 
of them to a particular painter, but they may be fairly associated with the 
school of Hischylos and his brother-artists. In this connexion one point is 
certainly worth noting, namely that the circular plate was a favourite form 
with Epiktetos, though rarely employed by any other other artist at any 
period. Klein enumerates no less than ten examples from his hand (signed 
'Errbc`rro9 iypagev), all of course being in R.-F. style. It is therefore 
not impossible that he also tried his hand on the same type of vase in his 
earlier days; but we have only one absolutely certain instance of his work 
in the B.-F. technique (Table III. No. 10). It is true that among the 
'mixed' vases discussed in the next section there are three others signed by 
him as painter, but it might be possible to argue that he was in those cases 
only responsible for the outside designs. There is only a presumption in 
favour of these B.-F. interiors being from his hand; but if this antecedent 
probability is accepted, it is perhaps possible to venture on a theory, which 
if it does not solve the question of the artist of the four plates, may at least 
give a clue to the authorship of the Berlin kylix. 

It may be accepted without much doubt that Epiktetos in his younger 
days worked for Hischylos, as he also did for Nikosthenes, and accordingly 
we turn to see what evidence is yielded by the B.-F. interiors of the four 
cups to which allusion has just been made (see Table II. Nos. 2, 8, 10, 12). 
Of these, No. 2, which only has a deer for its interior design, may be 
disregarded; but the other three subjects are worth attention: 

No. 8. Brit. Mus. E 3 (Plate XII.). Young Horseman. Potter Hischylos. 
No. 10. Wiirzburg iii. 358 Youth wreathed, wearing chlamys Potter Nikosthenes5. 

and holding skyphos. 
No. 12. Petersburg (Academy) Youth running, with staff and wine- Potter Hischylos. 

skin; chlamys sprinkled with 
stars. 

All three illustrate the Epiktetan fondness for genre subjects; and the second 
and third are evidently closely allied in style and subject to the Berlin 
vase.16 Unfortunately neither has been published; but Wernicke has 
noted 17 that No. 2 is a virtual replica of a R.-F. vase-painting by Epiktetos.1s 
The same close resemblance of subject exists between the Berlin cup and a 
R.-F. interior in the Louvre (G 4 bis), which, as will be seen hereafter (p. 117), 
is nearly allied to the Hischylos group of the Epiktetan cycle. It appears 
therefore to be within the bounds of probability that the Berlin cup, if not 

15 As in this case both the signatures appear 
on the exterior, there is no doubt that all the 
decoration is by Epiktetos. 

16 Helbig (Bull.d.I. 1868, p. 73) in describ- 

ing the Petersburg cup considers that the 
drawing shows signs of archaistic tendencies. 

17 Arch. Zeit. 1885, p. 253. 
Is Klein, Meisters. p. 104, No. 11. 
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110 H. B. WALTERS 

actually Epiktetos' work, is to be grouped with those which he painted in the 
earlier part of his career. If the interior design was not painted by 
Epiktetos, it can be only from the hand of Hischylos himself. 

Dr. Hartwig has already called attention to the absence of satisfactory 
reproductions of vases by Epiktetos.19 This important artist has certainly 
been hitherto unduly neglected; but it is to be hoped that the German critic 
will some day fill in the gap, and do for Epiktetos what he has already 
achieved for many of that artist's successors. 

TABLE II.-KYLIKES OF 'MIXED' STYLE. 

(a) Interior black-figured; exterior red-figured. 

Int. Ext. (with eyes) 
1. - Hischylos (Klein 6) Deer Jumper 
2. Orvieto (Faina) Hischos j (Klein, Epiktetos 4) Deer Runner 
3. Brit. Mus. E 4 - Doe 
4. Mus. Thorw. (Copen- Doe Nose 

hagen) 93 
5. Munich 1232 Minotaur Warrior Man 
6. Louvre F 127 (3) Pamphaios (Klein 7) Warrior Minotaur Basin 
7. Louvre F 126 - Archer Diskos-throwers 
8. Brit. Mus. E3 His o (Klein, Epiktetos2) Horseman Seileni 

Epiktetos I 2) Horseman en 
9. Munich 111 Mi`wv, 

a•ads 
Horseman Youth Nose 

10. Wiirzburg iii. 358 Nikosthenes (Klein, Niko- Ephebos Seilenos Horse Epiktetos sthenes, 74) f 
11. Mus. Greg. ii. 69, 4 Pamphaios (Klein 8) Youth (club) Youth Youth 
12. Petersburg (Klein, Epiktetos 3) Youth (wine-skin) Mule Man 
13. Mus. Thorw. 92 -Youth (rhyton) Youth Warrior 
14. Bull.d.I. 1881. p. 246 Youth running Youth Youth 
15. Munich 1023 Youth (rhyton) Wounded man Deer 
16. Wiirzburg iii. 357 Hischylos (Klein 7) Youth Warrior Disk-thrower 
17. Louvre F 125 Nikosthenes (Klein 73) Man running Youth Ram 
18. Bibl. Nat. 335 Chelis (Klein 1) Seilenos Youth Plant 
19. Munich 1240 (Amer. Psiax Seilenos Warrior Nose 

J. of Arch. 1895, 
p. 487, P1. 22) 

20. Munich 1021 Micwvc 
Kao",s 

Seilenos Mule Nose 
21. N. des Vergers, Sale do. Poseidon Castanet-player Cat. 102 
22. Louvre F 128 Poseidon Herakles Seilenos 

and lion and horse 
(No eyes.) 23. Louvre F 127 Warior Sirens 

24. Altenburg Poseidon Nose Youth 
25. Ricketts - Shannon Hischylos Warrior Nose Nose 

Coll1 
1896 

26. Brit. Mus. 6-21 MvAwv 
KaX•o Slinger Mule Leaf(?nose) 3 

27. Klein, Liebl. p. 55, 5 do. Warrior Disk-thrower Youth 
(Branteghem Coll. 
35) 

28. Ibid. p. 55, 6 do. Warrior 

19 Jleisterschalen, p. 12. 
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HISCHYLOS 111 

(b) Interior red-figured; exterior black-figured (without eyes). 

29. Louvre F 129 'E7rltvkos Kccads Youth with amphora Herakles Kyknos 
30. Palermo (Hartwig, p. - Seilenos Winged figures 

88) 
31. Bull.d.I. 1879, p. 54 - Two youths 2 Seileni 

(c) Interior black- and red-figured. 

Brit. Mus. E 2 Youth with amphora Youths and diotae 
(R.-F.) 

Ships in frieze (B. -F.) 

(d) Exterior black- and red-figured. 

Palermo Andokides (Klein 6) - Eyes ; Warriors (coun- 
terchanged B.-F. and 
R.-F.) 

II.- Vases of ' Mlixed' Technique. 

I pass now to the second group of vases, those of the transitional or 
mixed style. It will be seen by reference to the list given above that the 

majority of these follow the same type: B.-F. interior with single figure; 
R.-F. exterior with eyes and single figures. To Klein's twenty-two examples 
I have been enabled to add six, one of which, with the signature of Hischylos, 
I am here able to publish by the kindness of its owners, Mr. Charles 
Ricketts and Mrs. C. H. Shannon. This I propose to describe before dealing 
with the group in detail. 

This kylix (Plate VIII.) measures 12 inches (35 cm.) in diameter, or 
15 inches (42-5 cm.) including the handles, and the height is 5 inches 

:: -__~~o~:r-i:-:::-: - :: :i:-: :_;:__:_~_;: -:---::-::_ -: :: :: : ::-: :: -:?::;:: : ::,: 

:::-::-::~ 

FGa. 1. 

(13 cm.). The bowl has been broken into fragments and put together, only 
the foot and handles being intact; it has also been slightly restored and 

repainted in parts, but little of importance is missing except part of the 

serpent in the interior design. It is covered with a fine lustrous black 
varnish, which becomes thinner on the handles, turning to red, and the inner 

edges of the handles and the rim of the foot are left in the red clay of the 
vase. It was bought at a sale in London, but unfortunately no details of its 

previous history have survived. When acquired by its present owners it was 

completely painted over, and the signature (Fig. 1) only came to light after 

cleaning. 

20 According to Von Duhn (loc. cit.) the interior design here is of quite advanced style. 
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112 H. B. WALTERS 

In the interior, within a circle of 3- inches 
('09 cm.) diameter 

surrounded by a thin ring of black pigment, is a warrior turned to the right; 
he stands with knees bent and heels raised, as if suddenly checked in his 
course by the sight of a serpent which rears its body in coils behind him. 
He turns his head in some alarm, but is sufficiently on the alert to prepare to 
strike at it with his drawn sword. The raised and bent right arm and the sword 
are drawn in engraved lines against the background of the body, the upper part 
of the arm being visible behind the helmet across which the fore-arm passes. 
His armour is of the usual type: helmet with plain crest, tight-fitting metal 
cuirass, greaves bordered with purple stripes, and a Boeotian shield on the 
left arm. Round his neck is a chlamys or scarf embroidered with small stars 
and fringed with a pattern of Z-shaped zigzags, the ends of which are tied 
at the throat and fall in a bunch of folds in front. He also wears a short 
tight-fitting chiton, falling in narrow crinkly folds over the thighs, and 
picked out with purple, which colour also appears on the edges of the 
chlamys. Of the serpent the upper part is wanting, including the head. 

As to the subject, I think there can be little doubt that it has no 
mythological significance. Such would be quite contrary to the practice of 
the painters of the time, with their tendency to simplicity, which in the new 
and unfamiliar method was doubtless natural, but which they appear to have 
adhered to from choice even when retaining the old method. At all events 
they were at this time confining themselves to single figures for interiors, 
with the object, apparently, of learning how best to fill the circular space. 
'An instinct' says A. S. Murray,21 'derived from older art dictated that this 
circular space must be broken up and taken full possession of by the figure 
within it. The figure must assume an attitude of stooping, kneeling, or 
running, such as would adapt it to the purpose.' So also Klein says :22 
'Here we have carrying, lifting, hurrying, running, stooping, dancing, springing 

and all for the sole purpose of obtaining those movements of the 
human body which the space of the vase demanded.' This studied attempt to 
maintain simplicity results then in the limitation of themes for the interiors 
to three or four stock types: ephebi, warriors, or Satyrs; the variation is in 
the action of the figures, not in their character. 

Hischylos has signed another vase of this class, in which the interior 
design is of the same type, though vastly inferior from the artistic point of 
view. It is moreover in very bad condition. The cup in question is in the 
Museum of the University at Wiirzburg (iii. 357), and I am indebted to the 
kindness of Dr. Bulle for a photograph, reproduced in Fig. 2. The drawing, 
it will be seen, is poor and careless even to decadence, and one is not 
surprised that the painter has remained anonymous. But as in the Ricketts- 
Shannon cup there is the same desire to obtain variety by adopting a new 
motive for an ordinary single figure. The man seems to be feeling his way 
forward as if intent on some attack or capture of a playful kind. An even 
closer parallel may be found in a kylix of later date, with the KcaX6~-name 

21 Designs on Gk. Vases, p. 3. 22Euphronios, p. 26. 
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HISCHYLOS 13 

of Lysis, in the Miinzkabinet at Vienna, published by Hartwig.23 A youth is 

drawing himself suddenly back, as if, according to Klein, he was about to 

spring forwards to grasp some object. Hartwig with more plausibility sees 
in the movement a shrinking back from some object (not indicated) at his 

0?:M I ?MAL.. 

jgm,. 

mw 

FIG. 2.-INTERIOR OF KYLIX AT WORZBURG. 

feet; this is implied by the direction of the glance. In this connexion he 

aptly quotes the well-known lines from liad iii. 33 

8 OTE' TrvS Te 8pdaKcoVTa 180v 
7ralivopoo aTrWerT?7r oVpE4o dv 3l'ajoa-, i 

I 
W TE p6oo e'XXa/38e yvia, 

Ia* T aVEXGp) TEVy, qXP~ 
I 

Uv elXe 7rapeta', 

a reminiscence of which may, he thinks, have been floating through the 

painter's mind. But we must not now-a-days regard vase-artists as 
illustrators of Homer. In any case the Ricketts-Shannon cup, where the 

serpent is present, affords a striking support of Hartwig's suggestion as to 

the missing object, though in this case the wayfarer, being an armed man, 
is able to cope with the emergency better than the hero of Homer's simile. 

M23 eisterschalen, P1. 70, 1, p. 642. 

H.S.- VOL. XXIX. 
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114 H. B. WALTERS 

On the exterior of our kylix we have R.-F. designs of the usual simple 
type, consisting of a pair of large eyes, with a vertical object between, ending 
in a trefoil termination, and doubtless intended for a conventional repre- 
sentation of a nose. Similar conventions occur on five other examples of 
this class (Table II., Nos. 4, 9, 19, 20, 24), but only here on both sides of the 
vase. The cornea of the eyes and the eyebrows are left in red, the pupil 
being painted in black and the iris indicated by rings of purple and white: 
the latter pigment has almost entirely faded away, except in one instance. 
A small point in the centre of the pupil shows that the rings were engraved 
with the aid of a compass. On either side of these designs, attached by stalks 
to the handles, are large upright palmettes of twenty-five leaves, the base 
being coloured purple with double tendrils below it. On the foot underneath 
are scratched various characters of no special interest. The signature 
HI$+VLO/ $ EP[O]IE$EN is engraved at the base of one of the handles 
(see Plate VIII.); and this naturally leads to the question: who was the 
painter of the decoration of this kylix ? But this must be reserved for later 
consideration, along with other vases bearing Hischylos' signature. 

Of the other 'mixed' vases by Hischylos, one worth noting is the kylix 
in the British Museum E 3, of which I reproduce on Plate XII. the hitherto 
unpublished interior design. It may serve as a further illustration of 
Epiktetos' black-figure work, even if it does not help us to make any further 
attributions to this painter. But inasmuch as Hischylos' signature appears 
on the interior design, the possibility that this figure is his work must not be 
ignored. The subject is a young Athenian horseman, probably about to set 
forth for the chase, as he is equipped with the chlamys and two spears which 
indicate peaceful rather than military pursuits. Round his head is a wreath, 
and under the chlamys is a short chiton reaching half-way down the thighs. 
The chlamys has a border of Z-shaped zigzag markings between pairs of lines, 
which we have already noted as occurring on the Ricketts-Shannon vase; it is 
covered with patches of white and there is an inner embattled border in the 
same colour, but this has now almost entirely faded away. Purple is 
employed for the wreath and the horse's mane, but the rest of the design 
is all in black silhouette, except for the use of incised lines. The horse is 
spirited and life-like, his action betokening impatience to start, with the 
raised head and open mouth, the fore-feet pawing the ground. In the upper 
part of the field is the signature HI+V\vO$ EPOIESEN. 

The exterior R.-F. designs represent two Seileni, one with a drinking- 
horn and pelta, the other with an oinochoe, blowing a trumpet. Some idea 
of burlesque seems to be implied by these incongruous combinations, as in 
the warrior-Satyr of the Brit. Mus. vase E 377 and two similar designs on 
vases in the Louvre (G 73, G 89). M. Pottier 24 suggests that such figures are 
taken from a composition of Dionysos setting forth to join in the Giganto- 
machia. The Louvre vase G 73 also bears the signature of Epiktetos, which 
on the one under discussion, as already noted, appears above the exterior 
scenes, in the form EPIkTETOS EAPA(DEN. 

' Cat. des Vases du Louvre, iii. p. 923. 
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HISCHYLOS 115 

Another group of the mixed vases to which it is worth while calling 
attention is that represented by Nos. 9, 20, 21, 26, together with Nos. 14-16 
in Table III., all bearing the well-known icaXk-name of Memnon. Among 
the twenty-nine cups with this name two bear the signature of Kachrylion 
and one (No. 10 in Table III.) that of Chelis; most of them are of fairly 
developed R.-F. style, and apparently of later date than the four in this 
group. But as the duration of a single KaXov-name cannot have been at the 
outside more than ten years,25 the difference amounts to little, and additional 
evidence is afforded for the supposition that these 'mixed' vases are 
survivals, not anterior to, but contemporary with, the earliest red-figured. 
This is merely what we should expect from the style and the artists' names 
which occur on them. One of the four (No. 26) was acquired by the British 
Museum in 1896 2"; its interior design is unfortunately in too shattered a 
condition for satisfactory reproduction. Three of the four (Nos. 9, 20, 26) 
have on the exterior the same conventional 'nose' which we have seen on 
the Ricketts-Shannon cup. One may, however, hazard the guess that they 
came from the workshop of Chelis, who signed a 'mixed' cup in the 

Bibliotheque Nationale at Paris (Cat. 335= Table II. No. 18).27 
A few words may be added with reference to No. 23 in Table II., the 

Louvre cup F 127, of the interior design of which M. Pottier has kindly sent 
me a photograph. The subject, a warrior with shield and spear, running to the 

right and looking round, I had thought likely to afford a comparison with 
the subject of the Ricketts-Shannon cup. But it proved to be, as M. Pottier 
writes, a very ordinary figure, and not worth reproducing. The R.-F. exterior 

designs, he says, are much finer and more careful: 'I cannot solve the 

question whether the vase was made in the workshop of Hischylos, because I 
have not at hand the material for comparison .... But I would readily admit 
that in the workshop of this painter the B.-F. decoration of the Louvre cup 
was assigned to a less skilful artist.' 

Of the six vases in this group with the signature of Hischylos, some 
have already been discussed above. The only one to which I am in a 

position to give proper consideration is the Ricketts-Shannon cup, the rest 
being unpublished or uninstructive. In this case it is important to notice 
that the signature is incised, and not placed in any part of the design, from 
which we may infer that it was added after the vase was completed, and 
that the maker of the vase was not in this case responsible for its decoration, 
but entrusted it to an anonymous craftsman. Excellent piece of work as it 
is, the kylix must therefore remain unattributed; we can only surmise that 
Hischylos employed other painters besides the three who have left their 
names on his vases, adding our regrets that in this case he should not have 

thought fit to give his subordinate the credit he had undoubtedly earned. 

25 Cf. Hartwig, Meistcrsch. p. 7. 
26 See Klein, Lieblingsinschr. p. 54, No. 2. 

This vase is obviously identical with the one 
given by K. as No. 4 in his list of ' Rotfigurige 
Schalen mit Augen' (Euphronios, p. 297). He 

corrects his error in the later work. 
27 See on the group generally Klein, 

Euphronios, p. 22, who considers them mostly 
the work of Chelis. 

12 
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116 H. B. WALTERS 

It is certainly impossible to trace any exact parallel in style, and the most that 
can be said is that it has the general characteristics of the transitional cups, 
among which it is entitled to a high place from the interest and artistic 
merit of its subject. With regard to the other two here published, the 
Wtirzburg cup is too inferior in execution for any profitable discussion, while 
the interior design of the British Museum cup E 3 is on the whole most likely 
to be a specimen of Epiktetos' B.-F. work. It is at all events quite worthy 
of his reputation. 

TABLE III.-EARLY RED-FIGURED KYLIKES. 

(a) With eyes. 

lInt. Ext. (with eyes). 
1. - Pamphaios (Klein 9) - Goat Shield 
2. Louvre - -- Heads Seileni 
3. Louvre - - Nude men 
4. See Table II. No. 

26 
5. Wiirzburg 432 

-- 
Warrior Jumpers 

6. Brit. Mus. E 6 Pheidippos )(Klein, Pheidippos 1) Archer Warrior Athletes 
7. Munich 1245 - Ephebos Man Youth 
8. Brit. Mus. E 5 - Jumper Jumper Meta (?) 
9. Louvre G 5 Pamphaios (Obscene) Archer Warrior 

10. Naples 2615 Chelis (Klein 2; M4Iwwv KaXds) Seilenos Maenad Seilenos 
11. Munich 1316 - Seilenos Youth Seilenos 
12. Louvre - Seilenos and Maenad Masks and combats 
13. Mus. Greg. ii. - Dionysos Warrior Trumpeter 

73, 3 
14. Louvre G 19 Muvwv 

Kax•os 
Youth Riders 

15. Boston do. Warrior Javelin- Armed 
thrower runner 

16. Klein, Liebl. p. do. Runner Maenad Goat 
55, No. 9 

(b) Without eyes. 

17. Mus. Etr. 1115 Hischylos(Klein, Epiktetos 5) (Obscene) Heracles and Dionysos and 
Centaurs Seileni 

18. Munich 1160 Hischylos (Klein 10) Youth with Axe Horsemen Youths arm- 
ing 19. Louvre G 4 Pamphaios ? (Klein 16) [Modern] Greeks Amazons 

or Hischylos 
20. Louvre G 4 bis Hischylos ? Lyre-player Riderr Amazons 

III.-(a) Red-figured cups with eyes. 

This list is a short one and need not detain us long. Only one is from 
the workshop of Hischylos, and here the painting is the work of an otherwise 
unknown artist, Pheidippos (Brit. Mus. E 6). The interior subject, an archer 
in Oriental costume,28 gives little or no infbrmation as to the character of 

28 Cf. F 126 in the Louvre (Table II. No. 7). 
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HISCHYLOS 117 

Pheidippos' work, and the exterior design is also of so simple a character that 
it would not be possible to deduce therefrom any further identifications. The 

possibility, however, suggests itself that the interior design may be by 
Hischylos himself, and the exterior only by Pheidippos. This question, in 
connexion with the other Hischylos signatures, might be worth further con- 
sideration. As regards the decoration it will be seen that all the fifteen cups 
in Table III. are of similar character, except that the first three have no 
interior design. Four of them (Nos. 10, 14-16) have the KcaXo6-name of 
Memnon, and one of these is signed by Chelis. 

(b) Red-figured cups without eyes. 

Though the employment of the large eyes is undoubtedly a distinguishing 
characteristic of the earliest R.-F. cups, there are two or three from which 
they are absent, but which we may probably assume to be contemporaneous, 
although the R.-F. exterior designs are more advanced in composition than 
those of the preceding groups. Two of these are the work of Hischylos, and 
one (Munich 1160) has an interior design quite in the style of his school,29 a 
nude youth wearing a wreath and wielding a pickaxe. M. Pottier points out 
to me that one of the exterior designs, a youth with a horse, appears on a 
contemporary R.-F. kylix in the Louvre (G 4 bis), closely associated in style 
and decoration with another (G 4). On these two cups he has kindly sent me 
some interesting notes which I here repeat:-' The interior of the cup G 4 bis 
is ornamented with a figure of a man playing the lyre, the head covered with 
a 

KsceapvfaXov, 
which offers some resemblance in style and subject to the 

Hischylos plate in Berlin. But the inscription in the field round the figure 
is only confused and without sense: . . . /A N $HO? E (retrograde). In this 
one might see the intention of an illiterate craftsman to form the signature 
HeaXV]Xo, dErotl'ae. In this case the Louvre cup G 4, which Klein attributes 
to Hladvat]ov might be assigned to Htox`X]ov, as these two cups are closely 
related. I note that in the cups there is an isolated ivy-leaf placed under 
one of the handles, and that in G 4 bis the reverse is ornamented below with 
a garland of leaves in black. These details may enable you to recognise 
whether they are found in other Hischylos vases.' It certainly seems as if 
M. Pottier was right in his supposition that the 'signature' on G 4 bis is a 
bungled version of Hto~XXov dErol 7Ev. On G 4 the letters -or of the artist's 
name alone remain, and here again the evidence certainly points to Hischylos 
rather than to Pamphaios. 

29 Jahn describes the drawing of the Munich vase as 'sehr sauber und fein; noch streng 
aber anmutig.' 
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118 H. B. WALTERS 

TABLE IV.-VASES SIGNED BY HISCHYLOS. 

(a) BLACK-FIGURED. 

Position of Signature. 
Potter. Painter. 

(1)=Table I. 12 Cambridge 60 Klein, Sakonides 3 Sakonides Fr.ot (painted) Foot (painted) 
(2) ,, I. 11 Berlin 2100 Klein, Hischylos 2 - Interior design - 

(b) B.-F. INT., R.-F. EXT. 

(3)=Table II. 8 Brit. Mus. E 3 Klein, Epiktetos 2 Epiktetos Interior design Exterior design 
(4) ,, II. 12 Petersburg Klein, Epiktetos 3 Epiktetcs do. do. 
(5) ,, II. 2 Orvieto (Faina Coll.) Klein, Epiktetos 4 Epiktetos do. do. 
(6) ,, II. 1 - Klein, Hischylos 6 do. 
(7) ,, II. 16 Wiirzburg iii. 357 Klein, Hischylos 7 - do. 
(8) ,, II. 25 J.fH.S. xxix. P1. 8 - - Exterior(incised) - 

(c) RED-FIGURED. 

(9)= Table III. 17 Mus. Er. 1115 Klein, Epiktetos 5 Epiktotos Exterior design Interior design 
(10) ,, III. 6 Brit. Mus. E 6 Klein, Pheidippos 1 Pheidippos Interior design Exterior designl 
(11) ,, III. 18 Munich 1160 Klein, Hischylos 10 - do. 

Doubtful : 

(12)=Table III. 19 Louvre G 4 Klein, Pamphaios 16 - Foot (painted) 
(13) ,, III. 20 Louvre G 4 bis - - Interior design -- 

The accompanying Table IV. collects together all the vases with 
Hischylos' signature which have been given in the three preceding tables 
and for the most part already discussed individually. It may, however, 
be worth while to make some attempt to sum up the general results, if any 
there be, of the preceding investigation. One point which may perhaps have 
some bearing on the subject is the position of the signatures on the vases in 
each instance, as noted in Table IV. The evidence derived therefrom is, 
however, negative rather than positive, so far as Hischylos' artistic qualities 
are concerned. 

To take these signatures in detail, in No. 1, as already shown, it is clear 
that Sakonides alone was responsible for the decoration. No. 2 being 
incomplete affords no evidence apart from questions of style. No. 8 must be 
by an anonymous painter; and No. 12, though probably from the workshop 
of Hischylos, is not certainly signed by him. Nos. 3-5, 9, 10 are fully 
accounted for by the presence of the painter's signature (in all cases but one, 
Epiktetos); unless we may suppose that the Eypafre only refers to the part 
of the design where it occurs, i.e. the exterior of 3-5, 10 and the interior of 9. 
There remains the possibility that in Nos. 6, 7, 11, and 13, where no painter's 
name occurs, and Hischylos' signature appears in the design, the decoration 
may be from his hand. Unfortunately where it is possible to compare these 
designs with each other or with the others just mentioned, the style affords 
no special points of similarity on which to establish a theory as to Hischylos' 
own work. 
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HISCHYLOS 119 

The maximum amount of decoration attributable to him is as follows: 
Nos. 3-7, interiors (B.-F.), 9, exterior (R.-F.), 10, 11, 13, interior (R.-F.). 
But inasmuch as the presumption is against his having painted any part of 
the vases where others have signed 

',pafe, 
we are left with four interior 

designs (6 and 7 B.-F., 11 and 13 R.-F.), at present unattributed. The 
absence of any possibility of a complete publication of the Hischylos group 
and the great variety of style running through all the known examples 
prohibit us from reaching any more definite conclusion than the following. 

Hischylos employed other artists to decorate the vases which he made 
himself or superintended in the making. We gather that in this way he 
successively employed Sakonides, Epiktetos, and Pheidippos. The remark- 
able variety of style, not only in the Hischylos group but in all the cups of 
kindred character, increases the difficulty of sorting out; though it is curious 
that here it is the B.-F. not the R.-F. designs, to which we look for evidence. 
The latter as yet are mainly too conventional or too simple for criteria of 

style; and this is perhaps another argument against limiting the e'ypa*e 
formula to one part of a cup. We are then compelled to assume that other 

painters worked for Hischylos besides those already named, and that to these 
artists we must assign the majority of the hitherto unattributed works, 
which, in addition to the thirteen with his name, must also be included 

among the products of the workshop of Hischylos. 
H. B. WALTERS. 
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